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1. IIEJTA OCBOEHUSI M CLUILIMHBI (MOY.JI5T)

1.1|OcHOBHOI1 11eJIbI0 TUCIMILTMHBI VIHOCTpaHHBII A3bIK B cepe npodeccHoHaIbHOTro 00IIeHUs (AaHIITMHCKUIT) SBIISIETCS
(bopMupoBaHHe CIOCOOHOCTH K IPAKTUUECKOMY BIIaJICHUIO HHOCTPAHHBIM SI3BIKOM, MTO3BOJISIOIICH HCIONB30BATh €r0 B
Pa3IMYHBIX BUAAX MPO(ECCHOHAIBHO AESATEIBHOCTH B HHOS3BIYHOI cpee.

1.2 I/IsyquHe HWHOCTPAHHOT'O fA3bIKa, IOMHUMO Tpe60BaHHI>lI (1)e;[epanLHOro CTaHJapTa, HAaIIpaBJICHO Ha:

1.3|- Pa3BuTHe MHOSA3BIYHON KOMMYHHKATHBHOW KOMITETEHIIUH, KOTOPas TI03BOJIUT MaruCTPaHTaM HCIOJIb30BaTh aHTJIMHCKUN
SI3BIK B KYJIbTYPHOU U npodeccuonanbHoi cepax. Ocoboe BHUMAHUE Y IENAETCS Pa3BUTHIO HABBIKOB YCTHOM M MTMCbMEHHON
peyu Ha aHIJIMICKOM SI3bIKE, a TAK)KEe YMEHHIO COOMpaTh U CUCTEMAaTU3UPOBATh HH()OPMAIIHIO, IPEACTABIISIONIYIO
npodecCHOHANBLHBINA HHTEPEC.

1.4]- PazButue yMeHUi IPeACTaBIATh POJHYIO CTPaHy, POJHOM IOPOA U UX KyJIbTYPY Ha aHINIUIICKOM sI3bIKE.

2. MECTO JJUCHUIIJIUHBI (MOY.JI5I) B CTPYKTYPE OBPA30OBATEJBHOM ITPOTPAMMBI

Lukx (paszen) OIL: [51.0

2.1|TpeGoBanus K NpeABapuTeJbLHOI MOATOTOBKE 00y4al0lIerocs:

2.1.1| st ocBOCHUS UCIUTLIMHBI HEOOXOAMMO HAJTMUWE KOMIIETCHIIUH, CPOPMUPOBAHHBIX y 00YYarOIIErocs B pe3yIbTare
OCBOCHHSI AUCIUILIMH IPOTrPaMM MOATOTOBKH 0akanaBpoB u crenpanicto ([legqaroruka u NCMX0a00THs/aHATIOTHYHBIC
JIACITUTLTAHBI)

2.2| AncuunimHbl (MOAYJIM) M MPAKTHKH, VIS KOTOPBIX 0CBOEHHE JAHHON AMCUMIJIMHBI (MOAYJIsl) He00X0ANMO KaK
npealIecTByoIee:

2.2.1{OcBoeHne naHHOM TUCHUIUIMHBI SBISETCS OCHOBOH JUIS MOCIIEAYIONIET0 U3YyUYeHUs IUCIMIUIMH 00s13aTeIbHOM YacTy, a
Takxe MpoheCCHOHANTLHO-OPHEHTHPOBAHHBIX JUCUUILTNH BapuaTtuBHO# yactu OOII. Jlekcuko-(pa3eosornieckuii Kopiyc
JUCLUIUIMHBI TOA00paH ¢ y4eToM npodeccHoHaIbHOIM HanpaBiIeHHOCTH U 0003HaueHHbIX auciurinH B OOIT noaroroBku
npodeccuoHanbHbIX kKaapos no ®I'OC BO marucTpaTypsl o HanpasieHHio moarotoBku 52.04.03 «TeatpansHoe
UCKYyCCTBO®. SIBisiACh oaHOM 13 6a30BbIx quctumind OOII, npeanonaraercst GopMUpOBaHUE YHUBEPCAILHON KOMIIETEHIIUU
BJIaJC€HMsI MHOCTPAHHBIM S3BIKOM Ha ypOBHE, oOecneunBaroniuM 3G hekTuBHOEe HOPMUPOBAHIE APYTUX YHUBEPCATBHBIX
xommereHimi: YK - 1, YK-2, YK-3, YK-5.

3. P OPMUPYEMBIE KOMIIETEHIIMX 1 THAUKATOPBI UX TOCTUXEHUA

YK-4: Cnoco6eH npuMeHATh COBPeMEeHHbIe KOMMYHHKATHBHbIE TEXHOJIOTHMH, B TOM YHcJie HA HHOCTPAHHOM(BIX) A3bIKe(aX),
IJIS1 aKaIeMHY€eCKOro u NpodecCHOHATBLHOI0 B3aUMO/Iel cTBHS

3HaTh

npohecCHOHATBHY IO TEPMHHOJIOTHIO B 00beMe Kypca. SI3bIK MHChMEHHBIX NPO(EeCCHOHATBHBIX TeKCTOB. OCHOBHBIE PEYEBBIC 000POTHI
(dpasbl, BBOAHBIE CII0BA) [Tl COCTABICHHUS COOOIICHHS (BBICTYILICHUSI, TOKJIAa, MOHOJIOTa, MacTep-Kiacca) B MPOpeCCHOHATbHBIX
MEPOIIPUATHSIX, VISl YUaCTHs B AHANIOrax, 0ecenax, Uisi BRIPAXKEHHS JTMYHOTO MHCHHSI, PACCYKICHHUS Ha TPO(YECCHOHANBHYO TEMATHKY
CucTeMbl aBTOMAaTU3UPOBAHHOTO MepeBoaa. OCOOEHHOCTH KyIbTYPBI, IPUHIHUIIEI ACTOBOTO B3aUMOICHCTBHS, CYIIECTBYIOIIHE B
po¢heCCHOHANLHOM COOOIIECTBE CTPAHBI H3Y4aeMOT0 S3bIKA.

YMmern

MIPUMEHSTh TEPMHUHOJIOTHUECKHIA CIIOBaph HA HHOCTPAHHOM $513bIKe NpodeccHoHanbHON HarpasieHHOcTH. Co3aBaTh ¥ NOHUMATh
npodeccnoHanbHBINH TEKCT Ha HHOCTPAHHOM SI3BIKE. YTIOTPEOIATh IpaMMaTHIeCKHe KOHCTPYKIIMH; IPUMEHSTh peueBble 000POTHI B
npodeccuoHanbHOM cdepe;

MIOHMMATh JUATOTHYECKYIO 1 MOHOJIOTHYECKYIO Pedb MPodeccCHOHANBLHOM HAPaBISHHOCTH. Y METh IEMOHCTPUPOBATH HHTETPATHBHEIC
YMeHUs1, He00X0AUMBIE JUIS HAIIMCAHUS, TUCbMEHHOTO NIEPeBO/ia U PEAAKTUPOBAHUS PA3IIMYHBIX MTPO(ECCHOHANBHBIX TEKCTOB.
CoCTaBIATh U IPENCTABIATH YCTHOE MyOINYHOE BBICTYIUICHHE O CBOEH MPO(eCcCHOHATBLHOM AATEIbHOCTH U ACTOBBIX HHTEPECax;
ONMCHIBATh PA3IUUHbIE (DAKTBHI, ABJICHUS, COOBITHSL, INUHBIE BIIEYATICHHUS U BBIPA)KaTh aBTOPCKOE MHEHUE WJIM OTHOILLEHUE K IIPEAMETY
peuH, 1aTh OLEHKY U 000CHOBATh, IPEACTABUTH apTyMEHTHI.

Baagern

npodeccnoHanbHO-HANIPABIECHHBIM TEPMHUHOJIOTMIECKIM CIIOBAapEM U BOKaOYIIPOM B 00BEME ITPOTPAMMBI IJIsl BEIPAXKEHHS JINYHOTO
MHEHHs, OLIeHKH (haKTa, SBJICHUS, COOBITHS, IUYHOTO BIICYATICHUS U BBIPAXKEHUSI aBTOPCKOTO MHEHHUS MJIM OTHOLICHHS K IPEAMETY
peuH, OIIEHKH U 000CHOBAHMS, IPEACTABICHH apryMeHTOB. OCHOBHBIMU TEMAaTHUECKUMH KaTETOPUsMU HHOCTPAHHOTO SI3bIKA KaK
cucteMbl. OCHOBHBIMHU pe4eBbIMH 000pOTaMu NpodeccHoHaIbHON HanpaBieHHOCTH ((ppazaMu, BBOIHBIMU CJIOBAMHU) JIJIS
OpraHM3aIMy BCTped NPOodecCHOHANBEHON HAPaBICHHOCTH, COCTABICHHS JHAIOTOB, MOHOJIOTOB, O€cel, BRIPaKEHHS IMYHOTO MHEHUS,
paccyXIeHusI Ha HHOCTPaHHOM si3bIke. OcHOBaMH NPOo(hecCHOHATBHO-AET0BOM MyOIMYHON PeUn U HaBBIKAMH IPE3CHTALUH
pe3yJIbTaTOB JEJI0BOM, TPOo(ecCHOHATILHOM NesTeIbHOCTH

4. CTPYKTYPA U COJAEP KAHUE JTUCIUIIJIMHBI (MOLYJIsT)

Kon HaumenoBanue pa3aenoB u Tem /Buj | Cemectp / | HacoB | Komneren- |JIluteparypa u| Unre | Ilpumeuanue
3aHATHSA 3aHATUSA/ Kype 107011 3J1. pecypcehl | pakT.




Paznea 1. loaroroBka npou3BoAcTBa
cnekrakJs (Pre-Production)

1.1 Tema 1. Ilonumanue CTpyKTypbI 1 6 VK-4
TearpanbHoil nocraHoBku /I1p/

1.2 Tema 1. [loHuMaHue CTPYKTYpBI 1 6 YK-4
TeaTpasibHOM noctaHoBku /Cp/

1.3 Tema 2. [TocTpoeHre KOMaHABI TOCTAHOBKH 1 6 VK-4
Mp/

1.4 Tema 2. [TocTpoeHre KOMaHABI TOCTAHOBKH 1 6 VK-4
/Cp/

Pa3nen 2. [locTaHOBOYHBIN MpoIece
cnekrakJs (Production)

2.1 Tema 3. TIponecc co3ganus TeaTpatbHOMN 1 6 VK-4
IIOCTAHOBKHU: OT cueHapus 1o cuensl /I1p/

2.2 Tewma 3. IIpouecc co3nanus TeaTpaabHOM 1 8 YK-4
MOCTAaHOBKH: OT clieHapus A0 cueHbl /Cp/

2.3 Tema 4. AHanu3 crieHapusi: TOHUMaHHE 1 6 VK-4
tekcta /IIp/

2.4 Tema 4. AHanu3s crieHapus: HIOHUMaHUE 1 8 YK-4
tekcta /Cp/

2.5 Tema 5. AkTepckoe BOIDIONICHHE 1 8 YVK-4
nepconaxa /I1p/

2.6 Tema 5. AkTepckoe BOIUIOIICHHE 1 10 VK-4
nepconaxa /Cp/

2.7 Tema 6. XynoxecTBeHHOE OhopMIeHHE 2 10 YK-4
cnekraks /TIp/

2.8 Tema 6. XynoxxecTBeHHOE 0popMIICHHE 2 12 VK-4
cnekraxis /Cp/

2.9 Tema 7. Penerunuonnslii npouecc /IIp/ 2 10 YK-4

2.10 Tema 7. Penerunuonnstii npouecc /Cp/ 2 12 YK-4

Pa3nea 3. PaGoTa nociie BbIIycKa
crnexkrakis (Post-Production)

3.1 Tema 8. Boimyck cnexraxiis /IIp/ 2 12 YK-4

32 Tewma 8. Brinyck cnexraxis /Cp/ 2 12 YK-4

5. ®OHJ OHEHOYHBIX CPEJICTB

5.1. KoHTpo/IbHBIE BONPOCHI U 3a/1aHUS

1. UanuBuyanbHOEe CUTYaTHBHOE 3a7aHue (paboTa B MaIbIX rpymmnax) K Teme « AHajau3 CLeHaAPHS».

PasBuTHe ymMeHM KOMMYHUKAIMK B cdepe nmpodeccnoHanbHoro oopasoBanusy. Onucanue cuTyaluu: Beioepure aro00ii 3apyOexHblii
CIIeHapHii MbEChl Ha HHOCTPAHHOM sI3bIKe. Bocmipon3BeanTe OCHOBHOM CMBICT HAa HHOCTPAHHOM SI3BIKE, COCTABBTE TUAJIOTH O
JIeSITeIbHOCTH TOTO MJIM MHOTO CaiTa.

2. [IpumepHas TeMaTuKa MHAMBUYaIbHBIX (IPYIIIOBBIX) CUTYaTHBHBIX 3aJaHUM.
KoMmmynukaTtuBHas cuTyanus K pasaeny 3 « TBopueckue MepOnpusITH.

Mopenb cutyanun: «3acToNbHBII epro] (YMTKa ClIeHApHs )», « AHaIN3 crieHapus», «[IpoBeaenue peneTuinny, «PazpadoTka
KOHIICIIMH CHEKTaKIL, «O0CyKaeHue reHepaibHoi perneTuuuny. Onucanue CUTyalu: COCTaBbTe AUANIOr 00 y4acTHu B
npodeccnoHanTbHOM MEPONPHUATHH TBOPUYECKOH HANPABICHHOCTH, MOZAENb CUTYalluH — IO BEIOOPY (TeMa Takke MOKET OBITh
IIPEUI0’KEHa MaruCTPAHTOM CaMOCTOSITEIBHO).

3. IlpumepHas TeMaTHKa YCTHBIX COOOIEHUI-MOHOJIOTOB.

1) [IpexncraBieHre TBOPUECKOTO KOJUICKTHBA CIICKTAKIIS.

2) Tpaaunuu akTepckoi mkousl B Poccun

3) IIpe3eHTanus KOHIEMIMH CIICKTAKIIS.

4) N3BecTHBIE AT B 001aCTH T€aTPaIbHOTO M CLICHUYECKOro UCKyccTBa B Poccun

OIeHOYHBIE CPEACTBA AJISI TEKYIETO KOHTPOJISI yCIEBAeMOCTH MOHOJIOTHYECKOTO BHICKAa3bIBAHUSI/ TIOTIHMIIOTA

1. Tearp Kak HeOThEeMIIEMasi YaCTh KyJIBTYpPbI OOLISCTBA.

2. XyI0)KeCTBEHHbIC HOPMBI, IICHHOCTH M UICANIbl B POCCUHCKOM OOIIIECTBE.

3. @unocodus tearpa.

4. OTIMuuTeNbHBIE 0COOCHHOCTH TeaTpaibHOI JesTenbHoCcTH B Poccun (AHMMu 1 j1000# APYroi cTpaHe, 1Mo BEIOOpY).
5. TeatpanbHsie mwKobl (yueHus) B Poccun (AHIINM 1 1I000# Ipyroit ctpaHe).

6. IlpenoaBarensr TBOPYECKHX JAUCIUIUIKH (IDENOAABATENb CIIEHHYECKON DeYn)




7. Moe BuJeHIE Kapbepbl B chepe TeaTpaTbHOTO TBOPUECTBA.

8. Kak npaBmiIbHO IpeO0CTaBUTH HHOPMAIIMIO O CBOEM BHIE ACATEIBHOCTH, O TBOPUECKOM NPOAYKTE (IPEACTABICHUH, CIEKTAKIIE,
CLIEHUYECKOM ITPOU3BEICHIH)?

9. Benyiue MUpOBBIE esiTeNH MPOPECCHOHAIBLHON Cephl.

10. MudopMarioHHO-KOMMYHHAKAIIMOHHBIE TEXHOJIOTHU B 00JIACTH TEATPaIbHOTO U CLIEHUYECKOTO NCKYCCTBA.

11. TIpodeccuonanbHbie KauecTBa pexxuccepa (PyKOBOIUTENSI TBOPUECKOTO KOJUICKTHBA).

12. PexsiamMa npoayKTa TeaTpajbHOM JeaTebHOCTH (IIPOMOYIIH, MOa4a, MO3UIMOHUpoBaHKe). Pojb corceTei.

13. AHaiu3 NoAa4Yu MUPOBBIX TEATPATIbHBIX IUIOIAIOK/TeaTpoB (aHAIHU3 BeO-CaiTOB).

* MaructpaHToM MOXKET OBITh MPE/JIOKEHa HHAsl TeMa 3CCe/yCTHOTO COOOIICHHUS, COTTIaCOBAaHHAs C TIPETo/IaBaTesIeM.

[epeyeHb MHANBUIYAITBHBIX CUTYaTUBHBIX 3aJaHHH

Tewma 1: [lornManue CTpyKTYpHI Te€AaTPAIBbHOMN MOCTAHOBKH

1. "Backstage Chatter": IIpenctaBbTe, 4TO BbI, OyIy4H peKUcCepOM, 00CYKIIAeTe C Xy T0KHIUKOM 10 KOCTIOMaM UJEH JUIsi KOCTIOMOB B
npecToseM crekrakie. Kakue BOpock! BbI 3a1aINTe XyA0XKHUKY 1Mo KocTioMam? Kak Bbl onmiiere cBou uaen? (Mcmnonssyiite
JIEKCHKY, CBA3aHHYIO C JIEKOPAIMIMH, KOCTIOMaMH U OCBEILEHHEM. )

2. "Stage Design Dilemma": TIpeacTtaBbre, 4TO BbI, OyIy4H peKHCCEPOM, 00CYKIACTE C XYI0KHUKOM MO ACKOPAIMSIM BapUAHThI
odopMIIeHHs CIIEHBI U HOBOTO crieKTakiisl. Kakue KoMOpoMUCCH BaM MPHILIOCH Obl MONTH Ha yeTynku? (Mcnonb3yiTe JeKCHUKY,
CBSI3aHHYIO C Pa3IMYHBIMH THIIAMHU CLEH. )

Tewma 2: [TocTpoenne KOMaHIbI TOCTAHOBKU

1. "The Casting Call": IIpencraBbre, 4TO BB, Oy Iy4H pexXHCCEPOM, IPOBOANUTE KACTUHT HA TJIaBHYIO POJIb B criekTakie. Kak Bbl
onuuute poiib akrepy? Kakue Borpocs! Bbl eMy 3aganute? (Mcnosiap3yiTe JEKCUKY, CBA3aHHYIO C XapaKTePUCTUKAMK POJIH U
TpeOOBaHUSMU K aKTEPy.)

2. "The Team Meeting": [IpencraBbTe, 4TO BbI, OyAy4r IPOIIOCEPOM, IPOBOIUTE BCTPEUY ¢ KOMaH/I0M NOCTaHOBKH. Kak BbI
onpenenuTe 3aa4u Ui Kax10ro wieHa komanapl? Kak Bl MoTuBUpyere ux padorars B komanze? (Mcnonb3yiiTe JeKCUKY,
CBSI3aHHYIO C POJISIMU M 00S13aHHOCTSIMH YIaCTHUKOB IIOCTAHOBKH. )

Tewma 3: [Iponecc coznanust TeaTpaabHOW MOCTAHOBKH: OT CIIEHAPHS 0 CIICHBI

1. "Rehearsal Run-Through": IIpeacraBbTre, 4TO BBI, OyAy4H peKUccepoM, IPOBOAUTE peneTulinio. Kak Bbl faere akTepam HHCTPYKLUN
o criene? Kak Bbl kKoppekTupyete ux aBrkeHus u quanoru? (Mcnoiap3yiTe JEKCHKY, CBA3aHHYIO C PENETUIMAMHU U TEXHUYECKHUMHU
peNeTUIHsIMHU. )

2. "Premiere Night": TIpenctaBbTe, 4TO BbI, OyIy4d aKTEPOM, TOTOBUTECH K MPEMbepe CrieKTakis. Kak Bbl OnmuchIBacTe CBOU
OILLYIIEHHUS TIepe]] BBIX0I0M Ha cleHy? Kak Bbl m1aHupyere B3auMoAencTBoBaTh ¢ myonukon? (VMcnonb3yiite IeKCHKY, CBSI3aHHYIO C
MIPEMBEPOH U OCTETTPEMBEPHBIMI MEPOTIPUSATHSIMH. )

Tewma 4: Ananu3 cueHapys: TOHUMaHUE TEKCTa

1. "Script Analysis": IlpeacraBbre, 4TO BBI, OyIy4H CTYJEHTOM TE€aTPAIbHOIO HHCTUTYTA, aHAJIM3UPYETe ClieHapuil nbechl. Kak BbI
OIKCBIBAETE CHOKET M XapakTephbl nepcoHaxei? Kakossl Tembl ibechl? (Mcnoab3yiTe JEKCHKY, CBI3aHHYIO C 3JIEeMEHTaMHU
JIpaMaTypruyeckoi CTpyKTYpHI.)

2. "Director's Notes": [IpencraBbre, 4TO BbI, Oy Iy4H PeKHCCEPOM, AETaeTe 3aMETKH K clieHapui0. Kak Bbl 00BSICHSIETE CMBICIT
pemapok? Kaxk Bbl Iipejiiaraere akrepaM HHTEPIIPeTUpoBaTh cBou posu? (VMcrnonbp3ynTe JEeKCHKY, CBA3aHHYIO C aHAJIM30M TEKCTa U
PEKUCCEPCKUMHU 3aMETKaMHU. )

Tema 5: PaboTa Haxt mepcoHaXkeM MepCOHaXKeH: aKTepCKoe MacTepCTBO

1. "Character Study": IIpencraBbTe, 4TO BBI, OyAy4u aKTEPOM, MPOBOJUTE TIIyOOKHH aHATN3 XapakTepa nepcoHaxka. Kak Bbl
OIHUCHIBACTE €r0 MOTHUBALIUIO, [IEJIH U OTHOLICHHS ¢ ApyruMu nepconaxamu? (Mcrnosp3yiiTe TeKCUKY, CBA3aHHYIO € pa3paboTKon
xapaxrepa.)

2. "Acting Techniques": TIpencraBbTe, 4TO BBI, OyAy4H NpPENOAaBATENIEM aKTEPCKOTO MAaCTEPCTBA, OOBICHACTE CTYACHTAM MPUHIIHITBI
paboTsI ¢ TenoM u rojocoM. Kakue ynpakHeHHs BbI peiaraeTe UM BhIMOTHUTH? (Mcronb3yiiTe TEKCUKY, CBA3AHHYIO ¢ GU3HYSCKUM
1 BOKaJIbHBIM TPEHHHIOM aKTepa.)

Tema 6: XyI0KeCTBEHHOE O(OPMIICHHE CIICKTAKIIS

1. "Costume Design Sketch": [IpeacraBbTe, 4TO BbI, OyAy4n XyI0KHHUKOM 110 KOCTIOMaM, CO3a€Te SCKU3 KOCTIOMA JIsl CTIEKTAKJISL.
Kaxk BbI onuceiBaeTe hopMy, IBET U MaTepHasl kKocTioMa? (Crob3yiTe JIEKCHKY, CBSI3aHHYIO C OMHCAHUEM KOCTIOMOB. )

2. "Lighting Design": IIpencraBbTe, 4TO BbI, Oy/y4d OCBETHTEIIEM, CO3/IACTE CXEMY OCBEICHHS IS crieKTakis. Kak Bbl OnUChIBacTe
PACIONIOKEHUE U XapAKTEPUCTUKH OCBETUTEIBHBIX TPUOOPOB? (MICHONB3yHTE IEKCHKY, CBSI3aHHYIO C OCBEIICHUEM. )

Tema 7: PeneTulIMOHHBIN nponecc

1. "Rehearsal Feedback": I[IpencrasbTe, 4To BbI, Oy/Iyun pEXKUCCEPOM, A€TE aKTepaM OOpaTHYO CBS3b MO peneTuiiui. Kak Bbl
onuceiBaeTe ux urpy? Kak Bbl npemiaraere uMm yinyqmuts cBoto urpy? (Mcmoinp3yiite TEKCHKY, CBSI3aHHYIO C pENETULHSMU U
PEXKUCCEPCKUMHU 3aMETKaMHU. )

2. "Technical Rehearsal": IIpencraBbre, 4TO BbI, OyAy4H akTEpOM, YHacTBYeTe B TEXHUUYECKOH pereTuiuy. Kak Bbl onuceiBaere paboTy
¢ ocseleHreM u 3Bykom? (Mcnonb3yiTe TEKCHKY, CBA3aHHYIO C pab0TO# ¢ TEXHUYECKUMH JIEMEHTAMH CIIEKTAKIIS. )

Tema 8: CniexTaxiip

1. "Premiere Review": IIpencraBbre, 4TO BbI, Oyy4u Te€aTpajbHbIM KPUTUKOM, ITUIIETE PELIEH3UIO Ha CIIeKTak/Ib. Kak Bbl onuchiBaere
CBOM BIeUaT/icHHs OT criekrakis? Kakue cuiibHbIe U ci1a0ble CTOPOHBI CTIeKTakis Bbl oTMedaeTe? (Mcnonb3yiTe IeKCHKY, CBA3aHHYIO
C QHAIM30M CIIEKTAKJIs.)




2. "Audience Engagement": [IpeacraBbre, 4TO BbI, OyAy4n akTepoOM, UTpaeTe Ha ClieHe nepe] myonukoii. Kak Bbl B3anmojeiicTyere ¢
ny6nukoit? (Mcnonb3yiTe JEKCHKY, CBA3aHHYIO C paboToii ¢ myOIMKoii.)

5.2. Tembl NUCBMEHHBIX PadoT

5.3. ®oHA OLICHOYHBIX CPEACTB

Ne 3ananus Texcer 3ananus

YK.4.1 IIpounTaiiTe TEKCT, BEIOEPUTE NPABUIILHBIN OTBET.
Children ___ found in cabbage.

A.am

B.is

C. are

D. was

YK.4.2 TIpouunTaiiTe TEKCT, BEIOEPUTE NPABUIILHBIN OTBET.
Baseball ... by two teams of nine players.

A. is being played

B. is played

C. will be played

D. has been played

YK.4.3 TIpouunTaiiTe TEKCT, BEIOEPUTE NIPABUIILHBIN OTBET.
ITam abitlost.  you help me, please?

A. Might

B. Should

C. Could

D. Must

YK.4.4 TIpounTaiiTe TEKCT, BEIOEPUTE NIPABUIILHBIN OTBET.
You  use your phone in class. It's forbidden.

A. can't

B. couldn't

C. may not

D. won't

YK.4.5 TIpouunTaiiTe TEKCT, BEIOEPUTE NPABUIILHBIN OTBET.
Joe in the game on Saturday because he his arm.
A. didn’t play, hurt

B. didn’t play, had hurt

C. hadn’t played, hurt

D. hadn’t played, had hurt

YK.4.6 TIpounTaiiTe TEKCT, PACKPONTE CKOOKH, MPABUIIBHO yIOTPeOUB HopMy Tiiarona

As a director, I constantly ... (strive) to push the boundaries of traditional theatre.
YK.4.7 TlpouunTaiiTe TEKCT, PaCKpPOITE CKOOKH, IPABUIIBHO yIIOTpeOUB (HopMy Iiaroia

Last season, we ... (stage) a classic play but with a modern twist, which was well-received by the audience.
YK.4.8 IIpounTaiiTe TEKCT, PACKPONTE CKOOKH, MPABUIIBHO YIOTPeOUB HopMy Tiiarona

Our team ... (work) tirelessly to bring the production to life.
YK.4.9 IIpouunTaiiTe TEKCT, PaCKpOITE CKOOKH, IPABUIIBHO YIIOTpeOUB GhopMy Iiiaroia

In the upcoming months, we ... (explore) new techniques and styles to enhance our performances.
YK.4.10 IIpouwmraiite TeKCT, pacKpoWTe CKOOKH, IPaBMILHO YIIoTpeOuB GopmMy riarona

I believe that through theatre, we ... (can) provoke thought, evoke emotions.
YK.4.11 TIlIpouwmraiite TeKCT, pacKpoiTe CKOOKH, MPaBHIBLHO YIOTpeOUB GopMy riarona

And this season (especially for last four months) we ... (create) an unforgettable experience for our spectators.
YK.4.12 TIlIpouwuraiite TeKCT, pacKpoWTe CKOOKH, IPaBUIBLHO YIoTpeOuB Gopmy riarona

The power of theatre ... (lie) in its ability to transport the audience to different worlds and challenge their perspectives on life
YK.4.13 TIlIpouwmraiite yrBepxuenus. Onpenenute kakue npeaioxenue sepusie (T), a kakue He COOTBETCTBYIOT JEHCTBUTENBHOCTH

(F)

Using informal language and slang is acceptable in emails to theatre professionals
VYK.4.14 TIlpouwuraiite yrBepxuenus. Onpenenute kakue npeaioxenue sepusie (T), a kakue He COOTBETCTBYIOT JEHCTBUTENBHOCTH

(F)

Understanding the different communication styles of international actors and crew members is important in a diverse theatre company
YK.4.15 IlIpouwnraiite yrBepxnenus. Onpenenute kakue npeaioxenue sepusie (T), a kakue He COOTBETCTBYIOT




neiicrBurensHoctH (F)

A director should avoid using social media platforms like VK for professional networking in the theatre world
YK.4.16 TIlIpouwmraiite yrBepxueHus. Onpenenute kakue npeaioxenue Bepuoie (T), a kakue He COOTBETCTBYIOT JCHCTBUTEIBHOCTH

()

Using emojis in emails to theatre professionals can make communication more engaging and friendly
VYK.4.17 Tlpouwuraiite yrBepxnenus. Onpenennute kakue npeaioxenue BepHbie (T), a Kakue He COOTBETCTBYIOT JCHCTBUTEIEHOCTH

(F)

A director should use professional language and a formal tone in all online communication with theatre professionals
YK.4.18 TlIpouuTtaiiTe TEKCT ¥ OTBETHTE HA BOIIPOC IO HEMY.

Constantin Stanislavski (sometimes spelled “Konstantin Stanislavsky”) was a Russian actor and director from the beginning of the 20th
century. His “system” was born out of a quest for realism in acting. His acting method both inspired and preceded the major acting
techniques developed in America in the twentieth century. He is often referred to as the “father of Method acting”.

1) What is the Stanislavski system?

Stanislavski developed a lot of acting techniques that are commonly used by modern actors today. Here are a few highlights of the
Stanislavsky system you’ll want to be familiar with as an actor:

The Magic If

What if what is happening to your character was happening to you? How would you feel? What would you do? From that simple
question, an actor’s imagination is stimulated into believing the imaginary circumstances his character is in.

You can also use the magic if to make up details about the props you use on stage.

The Use of Objectives and Active Verbs

Stanislavsky actors try to find the super-objective of the play (i.e. the theme or driving force of the play). Then, they break down the
script into objectives (what the character wants to accomplish), obstacles (what’s in his or her way) and actions (what are the different
things the character can do to try to reach his objective). The Through-Line links all the units together into the super- objective. Using
these acting methods helps you concentrate on the action rather then the emotion by making each objective an active verb.

For example, your objective could be...

To Defend

To Destroy

To Understand

To Seize

To Convince

To Seduce

To Discover

etc.

The Need to Release Tension and Concentrate

Stanislavski believed that an actor cannot concentrate on the part if his body is tense. To demonstrate his point, he would have actors try
to deliver lines or recall actions while lifting a heavy object. An actor should work on relaxation regularly so that he can limit muscular
tension to what is needed to perform an action on stage.

In order to be relaxed and focused on stage, performers need to increase their capacity to concentrate. One way they learn to do that is by
concentrating on a very small area at first and then widening the circle of concentration until it includes the entire stage. By practicing
this exercise, one can deal with stage fright and avoid being distracted by the audience.

Emotional Memory

Stanislavsky students learned to access their own memories to call upon emotions needed to play certain scenes and acting roles, but
unlike Method Actors, Stanislavsky actors also work “from the outside in”, accessing emotions through physical actions.
Character-building techniques

Stanislavsky students learned how to find their characters’ inner motives, but also how to explore the role from the outside through
movement, voice, tempo, costume and make-up. For example, a student of Constantin Stanislavski would explore his character’s
rhythm through repetition (by rehearsing his lines over and over until he discovered the right tempo).

2) What can you expect?

Work on relaxation and concentration Most Stanislavski classes will start with a brief relaxation session, followed by some
concentration exercises. A beginning actor may do general concentration exercises while a more advanced actor may be asked to do
sensory exercises or emotional memory exercisesthat help him re-create the given circumstances of the play he’s working on (for
example, if his character has just been outside in the snow before the scene starts, the actor may do a sensory exercise to re-create the
feeling of the snow).

A lot of homework When you study the Stanislavsky technique well, you’ll spend a lot of time using the magic ifto create full bios for
your characters and to make up scenes that took place outside of the play. You’ll also spend a lot of time writing subtext for your scenes
(i.e. breaking the scenes down into units and turning each unit into an action verb).

Some improvisation For example, you may be asked to improvise a scene that is not in the play but took place between your character
and another.

Physical and vocal training Stanislavsky believed that acting starts with the actor’s body. Through a series of exercises and an
introduction to the art of costumes and make-up, you will find your character’s physicality. A good Stanislavsky teacher will also teach
you rhythm and tempo and recommend you take a speech class, a singing class and a dance class to support your acting training.

3) Sample Stanislavski Acting Exercises




Imagination Exercise: Pick someone you don’t know and observe them. What do they look like? How do they walk? What are their
maneurisms? Start to write their bio, using your imagination to create a backstory for this “character”, along with information on what
they want, where they come from and where they’re going. All this should come from your imagination but be inspired by what you
noticed about the person, just like you would be inspired by what you read in a play.

Sensory Exercise: Let’s take the example of the snowy weather we mentioned earlier. The video below will guide you through a short
sensory exercise to re-create through your 5 senses the feeling of what it’s like to be outside in the snow. You can watch the video once
and then close your eyes and go through the exercise.

This is just a short condensed example to get you started. As a beginner, you would spend half an hour to an hour on a sensory exercise
like this one.

4) Is the Stanislavski “system” for you?

Studying the teachings and methods of Constantin Stanislavsky is invaluable to a beginning actor because it will give you a lot of the
basics you need:

How to deal with stagefright and not be paralyzed onstage.

How to avoid bad acting habits like faking emotion or overacting by learning how to be realistic onstage and on screen.

How to create a character.

How to understand and study other techniques (most modern acting methods are grounded in the Stanislavsky system).

The acting method of Konstantin Stanislavsky will help any actor get started, whether you want to do stage work or movie acting.

If you need help picking an acting school, you may find my new e-book, Become an Actor, helpful. I encourage you to click here to see
how this step by step guide can help you.

5) Famous Stanislavski actors

Stella Adler, Gregory Peck, Marlon Brando.

The must-have Stanislavski books

Stanislavsky’s entire system is comprised in 3 books that complete each other and will be indispensable to you as you grow as an actor:
An Actor Prepares: This is the first book to read that covers all the basics like the importance of relaxation and concentration and how to
use the magic if.

Building A Character: As its name suggest, this book has all the details on how to create a character, from physical and vocal work to
understanding costumes and make-up.

Creating A Role: Stanislavsky gives specific examples on how an actor is to approach a role and inhabit it, from the initial research to
the physical embodiment of the character.

Each book is written as the diary of an imaginary student of Constantin Stanislavski’s that goes from beginning to accomplished actor.
Hopefully, these 3 books will get you started on that journey!

Bomnpoc k Tekcty: How did Constantin Stanislavski's introduction of the "Magic If" concept revolutionize actors' approaches to
character interpretation?

VK.4.19 IlpouunTaiiTe TEKCT ¥ OTBETHTE HA BOIPOC IO HEMY.

Constantin Stanislavski (sometimes spelled “Konstantin Stanislavsky”) was a Russian actor and director from the beginning of the 20th
century. His “system” was born out of a quest for realism in acting. His acting method both inspired and preceded the major acting
techniques developed in America in the twentieth century. He is often referred to as the “father of Method acting”.

1) What is the Stanislavski system?

Stanislavski developed a lot of acting techniques that are commonly used by modern actors today. Here are a few highlights of the
Stanislavsky system you’ll want to be familiar with as an actor:

The Magic If

What if what is happening to your character was happening to you? How would you feel? What would you do? From that simple
question, an actor’s imagination is stimulated into believing the imaginary circumstances his character is in.

You can also use the magic if to make up details about the props you use on stage.

The Use of Objectives and Active Verbs

Stanislavsky actors try to find the super-objective of the play (i.e. the theme or driving force of the play). Then, they break down the
script into objectives (what the character wants to accomplish), obstacles (what’s in his or her way) and actions (what are the different
things the character can do to try to reach his objective). The Through-Line links all the units together into the super- objective. Using
these acting methods helps you concentrate on the action rather then the emotion by making each objective an active verb.

For example, your objective could be...

To Defend

To Destroy

To Understand

To Seize

To Convince

To Seduce

To Discover

etc.

The Need to Release Tension and Concentrate

Stanislavski believed that an actor cannot concentrate on the part if his body is tense. To demonstrate his point, he would have actors try
to deliver lines or recall actions while lifting a heavy object. An actor should work on relaxation regularly so that he can limit muscular
tension to what is needed to perform an action on stage.

In order to be relaxed and focused on stage, performers need to increase their capacity to concentrate. One way they learn to do that




is by concentrating on a very small area at first and then widening the circle of concentration until it includes the entire stage. By
practicing this exercise, one can deal with stage fright and avoid being distracted by the audience.

Emotional Memory

Stanislavsky students learned to access their own memories to call upon emotions needed to play certain scenes and acting roles, but
unlike Method Actors, Stanislavsky actors also work “from the outside in”, accessing emotions through physical actions.
Character-building techniques

Stanislavsky students learned how to find their characters’ inner motives, but also how to explore the role from the outside through
movement, voice, tempo, costume and make-up. For example, a student of Constantin Stanislavski would explore his character’s
rhythm through repetition (by rehearsing his lines over and over until he discovered the right tempo).

2) What can you expect?

Work on relaxation and concentration Most Stanislavski classes will start with a brief relaxation session, followed by some
concentration exercises. A beginning actor may do general concentration exercises while a more advanced actor may be asked to do
sensory exercises or emotional memory exercisesthat help him re-create the given circumstances of the play he’s working on (for
example, if his character has just been outside in the snow before the scene starts, the actor may do a sensory exercise to re-create the
feeling of the snow).

A lot of homework When you study the Stanislavsky technique well, you’ll spend a lot of time using the magic ifto create full bios for
your characters and to make up scenes that took place outside of the play. You’ll also spend a lot of time writing subtext for your scenes
(i.e. breaking the scenes down into units and turning each unit into an action verb).

Some improvisation For example, you may be asked to improvise a scene that is not in the play but took place between your character
and another.

Physical and vocal training Stanislavsky believed that acting starts with the actor’s body. Through a series of exercises and an
introduction to the art of costumes and make-up, you will find your character’s physicality. A good Stanislavsky teacher will also teach
you rhythm and tempo and recommend you take a speech class, a singing class and a dance class to support your acting training.

3) Sample Stanislavski Acting Exercises

Imagination Exercise: Pick someone you don’t know and observe them. What do they look like? How do they walk? What are their
maneurisms? Start to write their bio, using your imagination to create a backstory for this “character”, along with information on what
they want, where they come from and where they’re going. All this should come from your imagination but be inspired by what you
noticed about the person, just like you would be inspired by what you read in a play.

Sensory Exercise: Let’s take the example of the snowy weather we mentioned earlier. The video below will guide you through a short
sensory exercise to re-create through your 5 senses the feeling of what it’s like to be outside in the snow. You can watch the video once
and then close your eyes and go through the exercise.

This is just a short condensed example to get you started. As a beginner, you would spend half an hour to an hour on a sensory exercise
like this one.

4) Is the Stanislavski “system” for you?

Studying the teachings and methods of Constantin Stanislavsky is invaluable to a beginning actor because it will give you a lot of the
basics you need:

How to deal with stagefright and not be paralyzed onstage.

How to avoid bad acting habits like faking emotion or overacting by learning how to be realistic onstage and on screen.

How to create a character.

How to understand and study other techniques (most modern acting methods are grounded in the Stanislavsky system).

The acting method of Konstantin Stanislavsky will help any actor get started, whether you want to do stage work or movie acting.

If you need help picking an acting school, you may find my new e-book, Become an Actor, helpful. I encourage you to click here to see
how this step by step guide can help you.

5) Famous Stanislavski actors

Stella Adler, Gregory Peck, Marlon Brando.

The must-have Stanislavski books

Stanislavsky’s entire system is comprised in 3 books that complete each other and will be indispensable to you as you grow as an actor:
An Actor Prepares: This is the first book to read that covers all the basics like the importance of relaxation and concentration and how to
use the magic if.

Building A Character: As its name suggest, this book has all the details on how to create a character, from physical and vocal work to
understanding costumes and make-up.

Creating A Role: Stanislavsky gives specific examples on how an actor is to approach a role and inhabit it, from the initial research to
the physical embodiment of the character.

Each book is written as the diary of an imaginary student of Constantin Stanislavski’s that goes from beginning to accomplished actor.
Hopefully, these 3 books will get you started on that journey!

Bomnpoc k Tekcty: In what ways did Stanislavski's emphasis on setting objectives and using active verbs in acting techniques diverge
from traditional emotional-centric methods of performance?
VK.4.20 IlpouuTaiiTe TEKCT ¥ OTBETHTE HA BOIPOC IO HEMY.

Constantin Stanislavski (sometimes spelled “Konstantin Stanislavsky”) was a Russian actor and director from the beginning of the 20th
century. His “system” was born out of a quest for realism in acting. His acting method both inspired and preceded the major acting
techniques developed in America in the twentieth century. He is often referred to as the “father of Method acting”.

1) What is the Stanislavski system?

Stanislavski developed a lot of acting techniques that are commonly used by modern actors today. Here are a few highlights of the
Stanislavsky system you’ll want to be familiar with as an actor:




The Magic If

What if what is happening to your character was happening to you? How would you feel? What would you do? From that simple
question, an actor’s imagination is stimulated into believing the imaginary circumstances his character is in.

You can also use the magic if to make up details about the props you use on stage.

The Use of Objectives and Active Verbs

Stanislavsky actors try to find the super-objective of the play (i.e. the theme or driving force of the play). Then, they break down the
script into objectives (what the character wants to accomplish), obstacles (what’s in his or her way) and actions (what are the different
things the character can do to try to reach his objective). The Through-Line links all the units together into the super- objective. Using
these acting methods helps you concentrate on the action rather then the emotion by making each objective an active verb.

For example, your objective could be...

To Defend

To Destroy

To Understand

To Seize

To Convince

To Seduce

To Discover

etc.

The Need to Release Tension and Concentrate

Stanislavski believed that an actor cannot concentrate on the part if his body is tense. To demonstrate his point, he would have actors try
to deliver lines or recall actions while lifting a heavy object. An actor should work on relaxation regularly so that he can limit muscular
tension to what is needed to perform an action on stage.

In order to be relaxed and focused on stage, performers need to increase their capacity to concentrate. One way they learn to do that is by
concentrating on a very small area at first and then widening the circle of concentration until it includes the entire stage. By practicing
this exercise, one can deal with stage fright and avoid being distracted by the audience.

Emotional Memory

Stanislavsky students learned to access their own memories to call upon emotions needed to play certain scenes and acting roles, but
unlike Method Actors, Stanislavsky actors also work “from the outside in”, accessing emotions through physical actions.
Character-building techniques

Stanislavsky students learned how to find their characters’ inner motives, but also how to explore the role from the outside through
movement, voice, tempo, costume and make-up. For example, a student of Constantin Stanislavski would explore his character’s
rhythm through repetition (by rehearsing his lines over and over until he discovered the right tempo).

2) What can you expect?

Work on relaxation and concentration Most Stanislavski classes will start with a brief relaxation session, followed by some
concentration exercises. A beginning actor may do general concentration exercises while a more advanced actor may be asked to do
sensory exercises or emotional memory exercisesthat help him re-create the given circumstances of the play he’s working on (for
example, if his character has just been outside in the snow before the scene starts, the actor may do a sensory exercise to re-create the
feeling of the snow).

A lot of homework When you study the Stanislavsky technique well, you’ll spend a lot of time using the magic ifto create full bios for
your characters and to make up scenes that took place outside of the play. You’ll also spend a lot of time writing subtext for your scenes
(i.e. breaking the scenes down into units and turning each unit into an action verb).

Some improvisation For example, you may be asked to improvise a scene that is not in the play but took place between your character
and another.

Physical and vocal training Stanislavsky believed that acting starts with the actor’s body. Through a series of exercises and an
introduction to the art of costumes and make-up, you will find your character’s physicality. A good Stanislavsky teacher will also teach
you rhythm and tempo and recommend you take a speech class, a singing class and a dance class to support your acting training.

3) Sample Stanislavski Acting Exercises

Imagination Exercise: Pick someone you don’t know and observe them. What do they look like? How do they walk? What are their
maneurisms? Start to write their bio, using your imagination to create a backstory for this “character”, along with information on what
they want, where they come from and where they’re going. All this should come from your imagination but be inspired by what you
noticed about the person, just like you would be inspired by what you read in a play.

Sensory Exercise: Let’s take the example of the snowy weather we mentioned earlier. The video below will guide you through a short
sensory exercise to re-create through your 5 senses the feeling of what it’s like to be outside in the snow. You can watch the video once
and then close your eyes and go through the exercise.

This is just a short condensed example to get you started. As a beginner, you would spend half an hour to an hour on a sensory exercise
like this one.

4) Is the Stanislavski “system” for you?

Studying the teachings and methods of Constantin Stanislavsky is invaluable to a beginning actor because it will give you a lot of the
basics you need:

How to deal with stagefright and not be paralyzed onstage.

How to avoid bad acting habits like faking emotion or overacting by learning how to be realistic onstage and on screen.

How to create a character.

How to understand and study other techniques (most modern acting methods are grounded in the Stanislavsky system).

The acting method of Konstantin Stanislavsky will help any actor get started, whether you want to do stage work or movie acting.

If you need help picking an acting school, you may find my new e-book, Become an Actor, helpful. I encourage you to click here to see
how this step by step guide can help you.




5) Famous Stanislavski actors

Stella Adler, Gregory Peck, Marlon Brando.

The must-have Stanislavski books

Stanislavsky’s entire system is comprised in 3 books that complete each other and will be indispensable to you as you grow as an actor:
An Actor Prepares: This is the first book to read that covers all the basics like the importance of relaxation and concentration and how to
use the magic if.

Building A Character: As its name suggest, this book has all the details on how to create a character, from physical and vocal work to
understanding costumes and make-up.

Creating A Role: Stanislavsky gives specific examples on how an actor is to approach a role and inhabit it, from the initial research to
the physical embodiment of the character.

Each book is written as the diary of an imaginary student of Constantin Stanislavski’s that goes from beginning to accomplished actor.
Hopefully, these 3 books will get you started on that journey!

Bomnpoc k Tekcty: How did Stanislavski's advocacy for tension release and enhanced concentration contribute to actors' abilities to
deliver focused and authentic performances?

5.4. IlepeueHb BUIOB OLIEHOYHBIX CPEICTB

CTpyKTypa UTOrOBOr0 3K3aMeHa 0 AucuuIuinHe « THOCTpaHHBIN A3bIK B cdepe npodhecCHOHATBHOTO 00IIeHUs (AHTITMHCKUIT)» U1
MarucTpaTypsl

1. 'ToroBslii IeKCUKO-TpaMMaTHYecKuii TecT. Kpurepuu oueHKu:

- 80-100% npaBUIBHBIX OTBETOB - «OTJIMYHOY»

- 70-79% npaBUIBHBIX OTBETOB - «XOPOILO»

- 60-69% NpaBUIBHBIX OTBETOB - «YyIOBJIETBOPUTEIILHO

- Menee 60% mpaBUIIbHBIX OTBETOB - HEY/IOBJICTBOPUTEIILHO

2. YreHne 1 nepeBo]] OPUrHHAIBHOTO TEKCTa CO CJIOBAapEM I10 crieluaibHocTi. PopMa NPOBEpKU — YTEHHE YaCTH TEKCTa BCIYX,
BBIOOpOYHAs IPOBEpKa MOAroToBIeHHOTO niepeBoga O6wem 2500-3000 neuaTHbIx 3HaKOB. Kputepun onenku: JleMoHCTpUpyeTCs
YMEHHE YUTaTh OPUTHHAIBHYIO JIUTEPATypPY MO CIEHUANILHOCTH, ONUPAsCh Ha M3YYEHHBIN S3bIKOBOH MaTepHal, TEPMUHOIOT HIECKHUI
anmapar. Jlomyckaercsi ICIO0Ib30BaHUe CIOBapeil — o0muX U crienuanbHbIX. OLeHUBAaeTCsl yMEHHE MaKCUMAIIbHO TOYHO U a/IeKBaTHO
IepeBecT HH(POPMAIIHIO, COAEPIKAILLYIOCS B TEKCTE, HE HCKaXKas CMBICII, ¢ COXpaHEHHEM HOPM U NPaBUII si3bIKa nepesoaa (0-5
6aJuIoB).

3. Kparkoe usnoxenue copepKaHus TEKCTa Ha HHOCTPAaHHOM si3bIke. Kputepun omneHku: OneHuBaeTcsl yMeHHe epeaaTh OCHOBHYIO
U7et0 NpoQecCHOHAIBHO-OPUEHTHPOBAHHOIO TEKCTA, ONPENENIUTh KPYT paCCMaTPUBAEMBIX B TEKCTE BOIIPOCOB U BBISIBUTH OCHOBHBIE
MOJIO’KeHHUS aBTopa. OLeHNBAeTCs TaKXKe 00BEM M TOYHOCTh W3BJICUCHHON MH(OPMaIUH, IPaBUILHOCTD IIepeadt ee Ha H3y4aeMOM
s3bike (0-5 GayioB).

4. MoHon0THYecKOe BBICKAa3bIBAHUE 110 33JaHHBIM TeMaM. MOHOJIOTHYECKOE BBICKa3bIBAaHHE JOJDKHO BKIIOYATh 25-30 pa3BepHyTHIX
MIPEUIOKEHUH, TOCTATOYHO MOJIHO PACKPBIBAIOIIUX COJIEPKAHUE TEMBI.

Kpurepun ouenku: JleMoHCTpUpyeTCs BiaJleHHE TOATOTOBICHHON MOHOJIOTHIECKOH PEUblo, a TAK)KE AUATIOTHIECKOM pedbio B
cuTyanuu oUIMaIbHOTO OOLIEHHs B IIpe/iesiax NporpaMMHBIX TpeboBaHuil. OLeHUBAeTCs COAEPIKATENbHOCTD, a/IeKBaTHAS
peann3anys KOMMYHHUKaTHBHBIX HAMEPEHHUMH, IOTHYHOCTD, CBI3HOCTh, CMBICIIOBAsI H CTPYKTYpPHAs 3aBEPIICHHOCTh, HOPMAaTHBHOCTD
BBICKa3bIBaHUIl, BiaieHHe NPOEeCCUOHAILHO-OPUEHTHPOBAHHOM 1ekcukoi (0-5 6aioB)

6. YHEBHO-METOJNYECKOE 1 TH®OPMAIIMOHHOE OBECHEYEHUE JTUCHUIIJIMHBI (MOAY JI)

6.1. Pexomenayemas iuTeparypa

1. bonk H. A. YueOHUK aHITIMICKOTO s3bIKa : B ABYX yacTax. Yacte 1. - Mocksa : "Okemo", 2004. - 640 c. (7 wrT.)

2. Boux H. A. Y4yeOHUK aHIIIMIICKOTO SI3bIKA : B ABYX 4YacTaX. YacTs. 2. - Tamkent : KKXKU "TlpaBna Bocroxka", 2004 - 512 c. (8 mT.)

3. Byposa 3. 1. Y4eOHUK aHIIIMICKOTO S3bIKa : JUIsI TyMaHUTAapHBIX crienuainbHocTelt BY30B / Bee mpaBa 3amumieHs!. - 6-¢ nu3gaHue. -
Mockaa : "Aiipuc-nipecc", 2009. - 576 c. - ("Bricmee obpazoBanue"). (7 mrT.)

4. Byposa 3. 1. YueOHHK AHTIHICKOTO S3bIKA AT TYMaHUTApHBIX crienuansHocTel By3os / 3.1. Byposa. — 7e n3ganue — M.: Aiipuc-nipecc,
2009. - 576 c. — (BrIcIICe 0Opa3oBaHue) (8 mrT.)

5. Beiboposa I'. Easy English: 6a30Bblif Kypc. : y4eOHUK IS yJalIUXCsl CpeAHEN MIKOJIBI M CTYJeHTOB HESI3BIKOBBIX By30B / ['annna
Bei6oposa, Kapuns Maxmypsis. - Mocksa : "ACT-ITPECC KHUT'A", 2003. - 384 c. - ("Easy English"). (17 wr.)

6. IIpaxTHdeckuii Kypc aHIIIMHCKOTO S3bIKA. 2 Kypc : y4e0. Ui CTyieHTOB By30B / mox pexa. B.JI. Apakuna. — 7-e u3n., fom. u ucnp. — M. :
I'ymanutap. Uzn. Lentp BJIAIOC, 2005. — 516 c. — (YueGHUK 1711 BY30B). (4 mIT.)

7. Tomnmuackuii FO.b. rpamMarnka: cOopHUK ynpaxHeHUH. — 5-¢ u3g. — CI16.: KAPO, 2007. — 544 c. — (AHITTHHCKHHN SI3BIK IS
LIKOJILHUKOB). (9 11T.)

8. BemseBa M.A. I'paMmaruka aHrTTHHCKOTO s13bIKa. W31, 6-¢ Yueb. mocobue st Hesi3. By3oB. M., «Bercm. komay. 1977. (4 mr.)

9. Ilax-Ha3aposa B.C. IIpakTudeckuii Kypc aHITIHIACKOTO SI3bIKa. AMEPHKAaHCKHUH BapHaHT: YueOHoe mocobue. — penpuHT 2-ro u3a. Vcmp. —
M.: Boicmr. IIIk. 1985. — 464 c.: wn. (1 mwT.)

10. 3nakomMbTeCh — aHIIMIICKas rpaMMatHKa : yaebHoe nocooue / B. 0. ApGysosa, E. 1. bapa6anosa, H. A. Bpennesa [u np.]. — JIumenk :
Jluneukwuii I'TTY, 2020. — 157 ¢. — Texkcr : anekrpouHsiit // Jlans : anekrpoHHO-61bmHoTedHas cucrema. — URL:
https://e.lanbook.com/book/169411 (nara obpamenus: 04.03.2024). — Pexum goctymna: st aBTOPH3. MOJIb30BaTeNeh




6.2. DjIeKTpOHHBIE YueOHble U3JaHUsI U JJIeKTPOHHbIE 00pa3oBaTe/bHbIe Pecypchl

O1 |Kynberypa PO https://www.culture.ru

32 |Kynbrypa (razera) http://portal-kultura.ru

93 |Tearpanbnas Oudmauoreka Ceprest Epumosa https://theatre-library.ru

D4  |OnexrponHO-OubIMoTeuHas cucrema (ObC) "Jlanp" https://e.lanbook.com

05 |HauuonanbHas 31eKTpoHHas 6ubnauoreka https:/rusneb.ru

D6  |Poccuiickas rocynapcrBenHas 0nbnuoreka uckyccts https://liart.ru/ru

D7 |TearpanbHas OMOIHOTEKA: MTbECHI, KHUTH, CTaThH, Apamaryprus. — URL: http:/biblioteka.teatr-obraz.ru/

08  |Tearpan on-line (3nekTpoHHOE nepuoaudeckoe uzganue). URL: http://www.teatral-online.ru/

29  |Tearpanbhas suuknoneaus. — URL: http: //www.rulit.net/books/teatralnaya-enciklopediya-read-140781-1.html

6.3.1 JIuneH3uoHHOE U CBOOOIHO pacnpocrpaHsieMoe nporpaMmMHoOe oﬁecne'{e}me, B TOM YHUCJ/I€ 0T€YECTBECHHOI'0 NIPOU3BOACTBA

6.3.1.1|IIporpammuoe obecneuenue:

6.3.1.2|1. Onepauunonnas cucrema Windows.
6.3.1.3|2. OducHas cucrema OpenOffice.

6.3.1.4|1udopMaliiOHHBIE CHCTEMBI U TUIAT(HOPMBI:

6.3.1.5|1. Cucrema quctaniuoHHoro odydenus «Moodley.




6.3.1.6]2. IlnaTdopma a1 opranuzalnuu U nposeaeHus BebuHapos «Pruffmey.

6.3.1.7|3. Ilnatdopma 1 opranuzanuu U nposeneHus kondepenuuil Snnexc. Tenemoct.

6.3.2 IlepeyeHb npoecCHOHANBHBIX 023 JAHHBIX U HH(POPMALUOHHBIX CIIPABOYHBIX CHCTEM

7. MTO (o6opyaoBaHue U TeXHUYECKHE CPecTBA 00y4eHHUsl)

7.1|Ayautopusi, cCHaOXeHHasi IEeMOHCTPAIMOHHBIM 000pyJOBaHUEM ([IOCKA, MyJIbTHMeIHa poekTop win TB, mocTyn B ceTh
WuTepHer).

7.2| AymuTopus AJsl CaMOCTOSITEIIbHON paboThI:

7.3 CTOJIBI; CTYJIbs; KOMIBIOTCPHI C ((I/IHTepHeT» " JOCTYIIOM B 06p330BaTeIILHyIO cpeny;,

7.4|bubinoTeka ¢ YUTaIbLHBIM 3aJI0M:

7.5 CTOJIBI; CTYJIbsl; KOMIBIOTCPHI C JOCTYIIOM K I/IHTepHeTy 1 JOCTYIIOM B O6pa3OBaTeHLHyIO cpeny njis yyTaTenei.

8. METOJIMYECKUE YKA3AHUS 1151 OBYYAIOIIUXCS 10 OCBOEHUIO JUCIUIIIMHBI (MOY.JIsT)




